giving the censors enough ideologically-incorrect material to ban the film. However, my contention is that had this scene been the only subversive element in the entire film, it could have been edited out. 5 But since the whole of the movie was banned and no attempts at salvaging it were undertaken, a closer inspection of the work is likely to reveal a second level of reading in which subversive elements threaten the political coherence of the work and betray the filmmaker's stance against socialist realist aesthetics. This research seeks to point out incisively what cannot be edited out of the film in order to render it ideologically correct, from the gaze of the censors. What the censors (and Stalin himself) found precisely objectionable about the film has not left any material traces; however, Katerina Clark's work on socialist realism as a literary and artistic paradigm is very pertinent for approaching Alexander Medvedkin's film, as it allows the viewer to compare the expected form of a work of art to the delivered final product of the director. The gap between the two is too radical to be bridged because the entire film is precisely too determined by the structure it ridicules: it borrows its form but either substitutes its ideological content with a farcical one or suspends its power altogether.
The first part of my writing deals with these socialist realist characteristics and then sets out to analyse the first of four scenes from New Moscow. The first scene is Aliosha's journey to Moscow with emphasis on the role of Heinrich the pig read against these literary traits; the second is the metro ride of Aliosha and his friends read against the experience that Soviet citizens were supposed to have in the newly-finished underground;
the third is the carnival segment reconsidered through the lens of Mikhail Bakhtin's work on carnivals and festive laughter; and the fourth and final one is the exhibition and malfunction of Aliosha's model in Moscow and his eventual return home.
II. THE SOCIALIST REALIST LITERARY PARADIGM
The destruction, collectivization and industrialization stemming from the first Five-Year plan (1928 to 1932) , saw a change not only in the very fabric of Soviet society but also in the cultural paradigm that propelled the emergence of socialist realist literature as the only art form capable of expressing Stalin's idea of 'socialism in one country '. 6 Architecture and literature met the same fate in 1932 with the liquidation of not only all literary and artistic organizations to pave the way for the state monopoly under the 'Union of Soviet Writers', but also the termination of all independent architecture societies, henceforth replaced by the Union of Soviet Architects (SSA). 7 For both aesthetics and architecture, socialist realism was considered "the only acceptable method for artistic work" 8 without any
explanation as to what kind of work this method would entail, only that no foreign elements were no longer allowed. That same year, Stalin issued an authoritative statement of policy on literature that still lacked any clear definition of the aesthetics required or the work to be commissioned. By that time, "the foundation of socialist society has been laid, now it was time to construct its edifice." 9 The establishment of this edifice was twofold:
with the creation of a new aesthetic, came the rebuilding of the city and the guidelines that were finally given to socialist realist writers coincided with the renovation of Moscow.
Works of literature, now under complete union control, were to have their legitimacy examined by party leaders and had to live up to the great Soviet project of the capital, whose main street was renamed in Maxim Gorki's honour. 10 The characteristics of socialist realist literature were intimately linked with the newly constructed and centralized Soviet Union with Moscow as its red star. Katerina Clark focuses on four attributes in socialist realist literature, which, one by one, were corrupted by Medvedkin in New Moscow;
and this corruption intimately extends itself to the representation of the city and its power of attraction:
1. The positive hero is usually the main character endowed with all possible virtues.
"His career must encapsulate the country's evolution towards communism". 11 He is the crux of ideology, while simultaneously representing its subject and object.
As a subject, the Party legitimizes itself only through the existence of its people, as a manifestation of the people's will and as an embodiment of their desire, all of which culminate in the hero. It is the activity of the positive hero that makes the Party what it is and validates it. The hero is also the object of ideology, in the sense that the projects undertaken by the Party are staged for his gaze: The city is reconstructed as an ideal for him to live up to, the metro is re-made because only the most expensive material are worthy of him and it is this staging that he has pay attention to, accept and enjoy. His enjoyment proves that the Soviet society is on the right track, and it affirms its work. Since the Bolshevik revolution, peasant culture was considered self-contained, socially indistinct, and able to strongly resist changes from the outside. Rural Russia was the enemy and the Bolsheviks and Stalin were prepared to modernize it through ideology, industrialization and socialist realist aesthetics. 22 Stalin likewise substituted the character of the struggling peasant in the avant-garde's early films with the image of heroic leaders that only refer back to him. With the Great Purges (1937) (1938) (1939) , came the great beauty and the purification of space, it was "a final act of purifying and perfecting the new society, and 20 Andrew L. Jenks, 'A Metro on the Mount. The Underground as a Church of Soviet Civilization ', Technology and Culture, 14 (2000) , 697-724 (p.699) . 21 After her arrival to Moscow, Babushka takes a cab and looks at the trams of the capital through the window. The shot that follows shows the painter Feida, who is trying to draw an urban landscape of the city, only to realize that the city is disappearing and buildings are being demolished. He says, "one day I paint it, the other day it's nowhere to be found. Either they demolish it all, or built something new." Since the scenery he wanted to paint disappeared, Feida calls a bureaucrat and blames him for it while Babushka calls to ask about the exhibition Aliosha wants to participate in. Aliosha then arrives with his friends in the capital.
hence making it more beautiful." 23 The metro scene takes place during the Purges, at a time when Stalin lamented the cultural revolution's fixation on technology and practical affairs that eclipse ideology and beauty. 24 The beauty of the city was supposed to engender love for the city 25 especially for the peasants who immigrated to newly
industrialized areas yet were still considered backward. The correct representation of the metro scene would be a long display of the beauty of the underground project, a discussion about the hard work it entailed and amazement at this achievement; but Olia who studies agriculture, Aliosha who is from the rural periphery, and even city-girl Zoia, do not stop to marvel at the edifice of Stalin. They are neither interested nor amazedthey merely use the metro for practical purposes, ignoring its ideology and beauty. The camera conveys perfectly their neutrality by under-representing the metro. It is visually mentioned but no heed is taken of it. The residents of Moscow were urged to raise their heads at Mayakovski station and they would see the sky because the underground is so heavily lit, but the film viewer barely has a quick glance at the lamps in the ceiling. This is the case of a letter (an ideological message) that arrived at its destination (communicating with the peasants) but was left unopened (the message was neither deciphered nor interpreted). The mythology carefully orchestrated around the metro is left unconsumed. The goal of the metro project -that of offering citizens a dose of socialist realist beauty so as to stimulate their love for the Soviet Union and their admiration of their leader -was compromised. Aliosha, Heinrich, Zoia and Olia were unimpressed by the metro's splendour and they did not marvel at Stalin's genius through their experience of his architectural work. After the underwhelming metro scene, the film moves to a carnival setting in a twelve-minute long segment titled "Tonight is a Carnival Night!" in which the power of authorities is not undermined but suspended.
V. 'TONIGHT IS A CARNIVAL NIGHT!': AUTHORITY IS SUSPENDED
The ideological error in the twelve-minute long segment "Tonight is a Carnival Night" in MOSCOW (1938) documented and weekly accounts all over newspapers and radios of the evolution of the construction sites. 45 In the film, this reconstruction is visually rendered as a time machine, allowing the viewer, both the viewer of the film and the viewer in the exhibition room in the film, to take a look at Moscow in its pre-Soviet beauty, which appears by means of visual dissolve.
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